collection holds a complete or near complete run, nor does the ESTC have complete listings of the copies I have traced. Despite all this, the study of individual copies, their annotation, and newspaper advertise ments describing the special features of each new annual number can tell us much about the nature of these ephemera. An added problem is that the material object, its binding, paper, and general layout cannot be approached through databases such as ECCO, which provide digital, unsatisfactory imag ing for the study of illustrations and other materiality-specific elements.
The most successful of these pocket diaries featured engraved illustrations, while other, more cheaply produced diaries such as Crosby's Royal Fortune-Telling Alamanack; or, Ladies Universal Pocket Book, selling at 1s. ('bound in red') or 1s. 6d. ('Gilt extra with Pockets'), 3 included a single fullpage engraving designed by Isaac Cruikshank, the father of the famous illustrator George Cruikshank. Pocket almanacs such as The Royal Repository, or Polite Pocket Diary (early 1790s-c. 1838) 4 and The Polite Repository or Pocket Companion (c. 1781-1820s) featured engraved plates of landscapes, archi tectural structures, and stately homes, the latter after original work by the eminent garden designer Humphry Repton. 5 Illustration was marketed as an important feature. In the advertisement for his pocket diary, for instance, the proprietor of the Royal Repository emphasised that it was 'embellished with an emblematical Frontispiece and Twelve other capital Engravings'. 6 During the early 1790s a number of new pocket books such as Le Souvenir, or, Pocket Remembrancer (1792-99, from which time it was published under the revised title of Le Souvenir, or, Pocket Tablet) were conceived and built upon the format that the earlier illustrated pocket diaries had defined. J. Godwin, the bookseller publishing Le Souvenir, advertised the first volume in November 1791 as: 3 Crosby's Royal Fortune-Telling Almanack (London: printed for B. Crosby, No. 4, Stationers'-Court, Ludgate-Sreet, 1795), title-page. 4 The London Literary Gazette, or, Journal of Belles Lettres, Arts, and Sciences (1833) carried an advertisement for The Royal Repository, stating that copies of the publication 'may be had in a variety of bindings suitable for Christmas or New Years' presents' (p. 797). 5 The first advertisement for the Polite Repository that I have been able to trace appeared on 13 November 1780 in London Courant and Westminster Chronicle. This early advertisement does not mention illustrative plates but states that the almanac is embellished 'with ornamental ruled pages for memorandums'. In the following year on 15 November 1781, the London Chronicle carries an advert stating that the Polite Repository is 'Embellished with elegant Engravings for each Month'. While the general text of the advertisement listing the features of the almanac remains practically the same, in 1782 the advertisement (Morning Herald and Daily Advertiser, November 18) offers more explicit information on the subject that is illustrated: 'Ornamented with elegant Historical Engravings to each month, and a View of Gibraltar, with the burning the Spanish floating batteries, at their grand attack, September 13, 1782'. The designs of country seats that are associated with Repton from the early 1790s are already mentioned in a 1783 advertisement (St. James's Chronicle or the British Evening Post, December 11) in which the pocket book is described as containing 'twelve elegant The pocket diary to be discussed in this article, The Royal Engagement Pocket Atlas is important in several respects: it preceded all other illustrated pocket diaries and was unique in taking the illustration of literary texts as its subject; it established a pattern of paratextual composition that would be found in the later pocket books of the period and used marketing strategies -explicitly stated in the bookseller's advertisements -which were largely imitated by the producers of similar publications. That it aimed to target a specific audience is clear from the start. In October 1778 the Southamptonbased stationer and bookseller, Thomas Baker, advertised the first, 1779 number of this upmarket diary in 24° format, specifying that it was 'Calculated for the politer circles':
It is presumed the utility of this little performance, in having 365 commodious divisions for the engagements of the year, the uncommon elegance of its execution, on near 40 copper-plates, by that celebrated artist Mr.
[John] Hall, with an equal number of pages, replete with useful information for the pocket, in the neatest type the metropolis could furnish, and the whole comprized in a case not exceeding the size of a moderate letter, will merit the patronage and encouragement of a polite and judicious Public.
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In January 1779 Baker re-advertised the publication, at the same time noting its immediate commercial success and reiterating that the 'uncommon demand for the Atlas bespeaks real merit, and [. . .] the noble and refined arts of printing and engraving are truly and masterly exemplified'.
11 Baker was an astute bookseller who specialised in issuing works of local interest such as The Southampton Guide (1772), The History of the Isle of Wight (1775), devotional poetry and sermons, one novel, Harriet Chilcot's Moreton Abbey, or the Fatal Mystery (1786), and the popular A Companion in a Visit to Netley Abbey (1800). He has also been associated with the printing of the Hampshire Chronicle and was the proprietor, from 1767, of a circulating library in Southampton. 12 Baker's Pocket Atlas was to have a long life, running until 1826, but undergoing a significant transformation of format that culminated, from 1783, in the addition of beautifully executed copperengraved vignettes by William Angus that were based on designs by Thomas Stothard (1755-1834).
13 While its formal structure -the twenty-four diary pages (consisting of two pages for each month), information on important societal events throughout the year, lists of the members of the Royal family, the 'Crowned Heads of Europe', archbishops, bishops, and deans, as well as maps of the world and Great Britain -changed very little in the course of the publication's existence, the most significant innovation that Baker introduced concerned the illustrations he included in the Pocket Atlas. The earliest volumes carried elaborate printers' ornaments such as floral borders, garlands, and other decorative headpieces designed by Edward Edwards who, in the 1780s and 1790s, also produced extensive visual material for John Bell's and Charles Cooke's editions of the British poets; in the third year of its publication Baker added a new feature: twenty-four illustrative copper-engraved vignettes in the shape of ovals or rectangular boxes that were placed at the head of the twenty-four diary pages.
14 Each volume also carried a full-page engraved frontispiece featuring the mythological figure of Atlas, but this figure was to evolve over time, and every number of the publica tion printed a new version (see Figs 1a and 1b) . 15 In the case of the Pocket Atlas for 1788, the wrapper consists of thicker paper (two conjoined sheets into which the binding cords are integrated) on which the engraved full-page plate of Atlas is printed; the back cover features a female writing, a cherub, and a male figure in the background, as well as a caption giving the publisher's information. The title-page is unique in that it features another fullpage engraved heraldic image incorporating the royal lion, unicorn, and crest, amplifying the more modest original title-page design of the Atlas for the year 1779 (Fig. 2) . The whole is placed into a natural setting with a sophisticatedly executed tree on the left (especially in the top half) and more foliage in the foreground.
Initially printed by S. Couchman in Southampton, by 1800 the Pocket Atlas was printed in London. Baker's first London agent was Thomas Beecroft who was 'appointed as the Wholesale Vender for Great Britain', 16 but in 1782 his place was taken by William Marsh, Stationer; not only did Marsh act as Baker's agent but also simultaneously became the co-publisher of the Atlas. Baker must have relied on Marsh's distribution of the publication in the metropolis, and their publishing partnership was to last until the final number of the Atlas in 1826. Within the first three years of its publication, Baker's Pocket Atlas developed into a desirable ephemeral item featuring high-quality illustrated vignettes that clearly distinguished itself from other, cheaper diary almanacs; this change is also reflected in the wording and overall length of the advertisements from 1780 to 1782. While the earliest advertisement traced indicates the price range of Baker's publication, The advertisements at the end of 1781 offer more information on the pricing of the Atlas, stating that copies are available at 3s. 6d., in morocco at 5s. 6d., 7s. 6d. and 10s. 6d., 'or in a much higher stile at the pleasure of the purchaser'. 18 The initial three numbers of the Pocket Atlas still retained the pictorial references to the zodiac, but it is in the designs for the 1779 issue that the illustrator captures scenes from the seasonal cycle and agricultural activity, elements that would again feature prominently in the 'books of the Thomas Stothard's Illustrations 8 seasons' of the 1840s. 19 In the first number the general type size is also signifi cantly smaller than in the later volumes of the Atlas, and, altogether, there are twelve vignette designs only. The vignettes are divided into three zones, the centre giving a zodiacal image for the month concerned, and the left and right areas focusing, among other subjects, on the agricultural and hunting activities of the seasonal cycle. At this stage, the vignettes are much smaller than the ones printed from the mid-1780s, measuring merely 6.4 × 1 cm (Fig. 3) . For the later vignettes the format of 5 × 2.5 cm was adopted. The Atlas number for 1782 reproduced a series of vignettes featuring 'capital portraits, designed by Stothard [. . .], of the whole Royal Family, which alone far exceed the price of the book' (Fig. 4) . 20 By November 1782 Baker had further enlarged his description of the volume by advertising it as 'the most elegant, useful, and portable Pocket Atlas, for Ladies and Gentlemen, that ever appeared in Europe; and the polite circles have ever distinguished the Atlas by their kindest approbation'. 21 The recurrent theme found in advertisements of the Pocket Atlas is its elegance; in November 1792, Baker altered the text of his advertisement and noted that the 'Proprietors [. . .] are gratefully sensible of the distinguished partiality bestowed on that favoured publication, to endeavour that each succeeding work, as far as lies in their power, exceed the former one in neatness, utility, and elegance'. 22 The aspect of 'utility' was an important one: purchasers of the Atlas recorded appointments, engagements, invitations, and visits to balls, the theatre, or the opera. Occasionally they drew little cartoons or tried to copy the characters from the designed vignettes. The every day use of a beautifully illustrated pocket diary, carried about by men and women as an accessory that reflected usefulness but at the same time fashion able currency, as well as the way in which it could function in terms of explicit sociability, defines its consumable nature; once its use as a temporary diary has been exhausted, however, it is discarded and replaced with the new edition of the, according to Baker, even more 'elegant' Pocket Atlas of the subsequent year. In one respect, the atlas was reduced to its functionality and exemplified, through its illustrations and generally decorative makeup, the financial status of its owner, who was in a position to purchase a disposable print medium far more expensive than an edition of the texts the atlases invoked with their illustrative vignettes. Parts of it could also be recycled, and, at times, the vignettes were cut out and inserted in Graingerised, extra-illustrated copies of the work that they had originally interpreted visually. In another respect, however, the very description of the Atlas that Baker provides in his advertisement indicates that he also marketed the volumes as collectable. The printed sheets therefore represent material which, with extensive framing in costly materials such as silk, precious stones, or metals, would be transformed into desirable commodities for elite consumption. The diary pages are routinely the space in which owners record the preoccupations of their leisure hours rather than the commit ments of their professional lives. Elizabeth Inchbald's copy of the Atlas (now at the Folger Shakespeare Library) is a record of who she dined with and what public events she attended, and was preserved possibly as a memento. The costly embellishment of some copies, up to the value of 5 guineas, as advertised by Baker, transformed the function of these volumes, which were then carefully preserved as keepsakes. Enhancing their pocket atlases by means of expensive and ornate bindings, sometimes using mother-of-pearl, owners turned them from mechanically reproduced objects into treasures of high-cultural consumption; they were treated as objets d'art and collectable items that could be uniquely fashioned to reflect their individuality as opposed to their origins as mass-produced print commodities. These individualized copies tended not to use the standard slip-case -'a very commodious Case for the pocket' -that Baker had mentioned in his 1778 advertisement.
23 I have come across only two copies of these well preserved and luxuriously decorated atlases and these were clearly marked as personal gifts. 24 Yet other copies used ivory and elaborate gilt tooling, inlaid materials such as silk, and black and red morocco. Different kinds of slipcases for the pocket atlas were issued by Baker and Marsh. The simplest was a green case featuring the printed title of the publication. The case for the 1788 number in the British Library is ornate and in four colours with morocco leather applications in ebony, red, green, and blue, extensive gilt tooling and scrollwork, as well as emblematic miniature devices in the shape of birds, lions, and flowers. The 1809 number, also in the British Library, is bound into a (cheaper and more common) leather wallet with pencil holder and comprises an integrated further wallet that can accommodate folded material such as letters. 25 Owing to the scarcity of copies of the Pocket Atlas any critical investigation must necessarily be tentative. WordCat has records of eleven different copies of the Pocket Atlas, 26 while COPAC references a further seven. 27 I have two different volumes in my possession -the atlases for 1810 and 1825 -and have traced two more in archives in the United Kingdom.
28 Although a complete list of the subjects of Stothard's designs is not known, I have reconstructed an almost complete list which corrects previous conjectural work by A. C. Coxhead, the author of an early twentieth-century, foundational account, Thomas Stothard, R.A.: An Illustrated Monograph (1906) . 29 The only scholar to have worked on the illustrations of the Atlas, Nancy Finlay, has concentrated on Stothard's wash-drawings of designs for volumes using scenes from Thomson's The Seasons and Parnell's 'The Hermit' in the Graphic Art Collection at Princeton University Library. 30 As she did not have access to the published copies of the Atlas, her dating of the drawings has necessarily had to be tentative, and in one instance it is evident that she did 31 In fact, the vignettes are illustrative of Edward (1796) by Dr John Moore, the author of Zeluco. Coxhead's examination of the various numbers of the Pocket Atlas relied on the proof sheets of the publication in the Balmanno Collection in the British Museum. Frequently, however, these sheets lack the Atlas figure or the later full-page plates that Stothard included instead of the allegorical images of earlier numbers. According to Coxhead, the full-page
32 represents an essential source for a large-scale study of Stothard as a literary illustrator and his conception of these designs' complex narratives of fashion and taste.
It is not possible in the space of an article to examine Stothard's more than 1,100 engraved vignette designs (excluding those designs that appear on the memorandum pages and the full-page plates) for Baker's Pocket Atlas and the ways in which they contribute to the understanding of the (ideological and paratextual) meanings of book illustration. When Baker commenced pub lication of the Pocket Atlas, the field of book illustration was expanding rapidly and new engraving and etching technologies were becoming available to produce higher standard work that could be marketed at a lower cost than traditional high-quality engraved matter. Stothard was establishing himself as one of the foremost designers for illustrated books and from the mid1780s produced illustrations for most literary classics, alongside his successful work for the Royal Academy, of which he was elected a Fellow in 1794. Not infrequently Stothard drew several series of designs for different editions of one and the same text. Given that Baker did not specialise in publishing belles lettres and that Stothard, since 1780, had already been successfully employed as an illustrator by James Harrison (and produced 148 designs for Harrison's Novelist's Magazine), 33 it is possible that Stothard was responsible for the choice of literary subjects and therefore not only acted as illustrator but also as advisor to the bookseller. In at least two instances before 1800, Stothard illustrated the same text twice for the Pocket Atlas: in 1786, he produced 'Vignettes [. . .] descriptive of some of the most striking Picturesque Scenes in Milton's celebrated Poem, L'Allegro', 34 a text he illustrated again for the Atlas of 1788. Similarly, in 1793 and 1796, he designed different visual narratives of Thomson's The Seasons which, in the course of the decade, would be illustrated in nine different editions of the poem. In 1793 also, Stothard had furnished fourteen full-page plates for John Stockdale's pocket edition of The Seasons and, for the first time, signifi cantly varied the poem's painterly tendency by identifying iconographic moments from the domestic realm and lower class working life that had not previously featured in illustrated editions of Thomson's work. Altogether, Stothard's extended and complex visual narratives are among the most signifi cant paratextual interpretations of the work; as a body of visual interpretations, the designs for the volumes of the Pocket Atlas frequently contributed to the reintroduction of a rarely illustrated early eighteenthcentury poem such as Parnell's 'The Hermit' or to fostering the reputation of a popular production such as The Pleasures of Memory (1792) by Samuel Rogers, Stothard's long-time patron, whose poem he illustrated, with two plates, for its publication in 1794 and the Pocket Atlas (1808 volume). Stothard illustrated Rogers's long poem Italy for Baker's 1825 volume and, in 1830, was joined by J. M. W. Turner to illustrate Italy on a grander and more ambitious scale than ever before. 35 In his illustrations of 'The Hermit' for the 1791 volume of the Pocket Atlas Stothard demonstrates his ability to capture vividly the spiritual message of the poem, beginning with two oval vignettes of the hermit and concluding with a vignette in which he confronts the transfigured angel (Figs 5a and 5b) .
Baker's repeated emphasis that the members of his targeted clientele derive from the 'politer circles' requires not only that those purchasing the Pocket Atlas can afford to acquire this ephemeral publication but that they also will be able to make sense of the illustrated matter. The move from generalized (almanac-specific) printing ornaments in the first two numbers of the atlas to ambitious and sophisticatedly executed designs, initially, of events from the history of England and visual interpretations of British literature may therefore not only be understood as an investment in terms of elegance but as an implicit response to readers' familiarity with the texts illustrated. Baker's volumes, therefore, represent a unique kind of publication that negotiates a position between an illustrated anthology such as Roach's Beauties, published in 1794-95, and an illustrated edition of a literary text. Like an anthology, the Pocket Atlas is an index to taste, but its function goes beyond its indicative meaning by printing illustrations of very recent and as yet uncanonized literary texts. Finlay notes that 'the subjects selected for illustration reflect the changing literary taste of the period, ranging as they do from Thomson and Cowper in the early 1790's, through Byron and Scott in the 1820's'. 36 Stothard would have been acutely aware of, and sensitive to, the currency of some texts and would most likely have tried to capture an interpretation in his designs that had already been confirmed by the polite taste of the future purchasers of the Pocket Atlas. While up to the mid-1790s, the Atlas featured established classics such as Chaucer (1784 volume), 37 Milton, Thomson, and Richardson (Sir Charles Grandison), 38 Baker in the following years also printed designs for works of such popular poets as Anna Seward and William Cowper whose Louisa (1784; by 1792, the volume had reached its fifth edition) and The Task (1785) were illustrated in 1792 and 1801 respectively. While after 1800 the advertisements for the Pocket Atlas were shorter than previously, the publication appeared to be able to draw on an established clientele that would continue to purchase the volumes until the mid-1820s.
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Baker's adeptness at responding speedily to the publication of a 'bestseller' is reflected in his decision to commission from Stothard, in 1802 for publication in the following year, designs to illustrate Robert Bloom field's The Farmer's Boy (1800). For Baker's 1810 volume Stothard provided eleven designs for George Crabbe's long poem, The Village (1783), which would only be illustrated in edition format in the mid-1830s. The remaining rectangular designs illustrated moments and scenes from Crabbe's recent Parish Register (1807). Given the complex social subject matter of The Village, its departure from the depiction of idyllic pastoral, its exhortative tone, and its realist rendering of acute poverty, the poem seems an odd choice for illustration in that a literal transposition into visual poetics runs the risk of jarring with the consumers' privileged class position. Refusing to take the text literally, Stothard mediates Crabbe's poignant critique of the upper classes, their luxury, and their neglect of the poor, in a poem that includes a detailed criticism of the institution (and practices) of the workhouse. While the poet had emphasized that in the anti-pastoral realm of The Village 'Rapine and Wrong and Fear usurp'd her [Nature's] place, / And a bold, art ful, surly, savage race', 40 by contracting lengthy descriptions of poverty and its effects on the rural population and adding only half-or one-line captions to his vignettes, Stothard reinvents Crabbe's meaning. Frequently, he reduces the textual imagery and transforms a tale such as the poor old man's into a contemplative vignette, rather than an expression of sadness and an accurate rendering of the suffering of poor, old age ( Fig. 6a): For yonder see that hoary swain, whose age Can with no cares except his own engage; Who, propt on that rude staff, looks up to see The bare arms broken from the withering tree; On which, a boy, he climbed the loftiest bough, Then his first joy, but his sad emblem now. 41 The accompanying vignette consequently emphasizes the relationship between the 'hoary swain' and the tree. Compositionally Stothard focuses on the bent man leaning on his staff, and the tree itself. The tonal sophistication of the design offers the lighter right hand side of the tree trunk as a mirror of the swain's declining life. The brokenness of the tree highlighted by Crabbe is not depicted; rather, the dark outline of the figure of the man emerg ing from the background reveals him in a position of thoughtfulness but does not fully capture the metaphorical parallel between man and tree. In his designs Stothard eliminates any controversial issues from the poem and creates a narrative that features pastoral and Georgic elements, such as in the second vignette for February that illustrates a scene of three field labourers with scythes, a scene that is remarkably similar to illustrations of Georgic scenes in The Seasons such as William Hamilton's designs for the 1797 edition issued by P. W. Tomkins. Rather than depicting the plunder of a wrecked ship, the first vignette for February visually interprets Crabbe's text as a tale of men eager to save a foundering vessel (Fig. 6b) . The scene as Stothard depicts it captures a moment of humanitarian succour and tragedy and eliminates the element of plunder by the local population whose poverty compels them to prey on those at the mercy of natural forces. Overall, Stothard reformulates the poem's original, realistic appeal and, through his visual interpretation, removes the potentially offensive exhortative tone that characterised Crabbe's tale. To users of the Pocket Atlas unfamiliar with the poem, Stothard's rewriting in sentimental, Georgic, or tragic terms of scenes from The Village effects an ideological reorientation that offers an unproblem atic rendering of the tale and can therefore be easily marketed in terms of ephemeral print culture.
Baker's successful marketing of his pocket diary depended to a large degree not only on the particular qualities of the pocket book as a form but also on the possibilities that consumer culture offered his customers to fashion it into an artwork that, once opened, revealed the explicit skill of Stothard's designs. He effectively negotiated the hazards of the illustrated book market by offering the best product for a niche readership and recruiting Stothard to produce ever new and original designs for his Pocket Atlas. Implicitly, his designs engaged with the various narratives and poetics designed in response to literary historiographical interests in some authors who were subsequently included in a canon of literary worthies and, ostensibly, were representative of a taste that was being formed and reinforced by cultural artefacts. The pervasive presence and meaning of book illustration in late eighteenth-century print culture indicates subtle shifts in interpretative patterns and reflects through style and execution a specific target audience that could afford a great range of high-quality engraved designs in the ephemeral context of a pocket diary. Frequently Stothard offers highcultural interpretations of the texts illustrated, and these, as frequently, contrast strikingly with the designs to be found in less expensive editions. A comparison of his two sets of designs for the atlas with those he furnished for John Stockdale's 1793 edition of The Seasons, featuring fourteen fullpage plates, reveals the different reading ideologies (and target audiences) that Stothard had in mind. Stockdale's edition was, by no means, a cheap edition but occupied the middle range of editions, with Tomkins's ornate folio edition printing large-format furniture plates after work by William Hamilton and engraved by Francesco Bartolozzi on the one hand and the cheap pocket editions by Cooke, Bell, and Wenman at the lower end. 42 It sold at 9s. in boards, 10s. 6d. calf gilt, and at 15s. (Morocco gilt back and edges). Compared to the vignettes of the Pocket Atlas, however, the plates for the Stockdale edition are markedly less sophisticated in the hand ling of line and the cross-patterning to achieve depth and tonality.
By the time that Stockdale issued his edition of Thomson's poem a visual matrix of repeatedly illustrated iconographic moments had been defined; one of the most easily recognised interpolated episodes, the signature story of the lovers Celadon and Amelia, 43 was not included; the 1793 Pocket Atlas, how ever, illustrated this tragic tale in miniature, and it is through a juxtaposition of Stothard's original wash-drawing for the engraved vignette and the printed image that the dynamic and skill of both designer and engraver working together are effectively revealed (Figs 7a and 7b) . As Stothard provided two separate series of designs for Baker's pocket diary he captured the kaleidoscopic nature of The Seasons, a characteristic that was translated impressively when, in 1842, Longman issued an illustrated edition with seventy-seven wood-engraved designs. Finlay has identified two vignettes by Stothard, related to the illustrations for Baker's publication, which were integrated in the frontispiece of the 1793 Perth edition issued by Robert Morison. 44 She has also drawn attention to two different organising principles in the illustrative series of vignettes for the 1793 and 1797 pocket atlas numbers:
Unlike the Graphic Arts drawings [i.e. the designs for the 1793 number], where the selection of scenes strictly followed the verse order of The Seasons, the subjects for the British Museum proofs [i.e. the designs for the 1797 number] were chosen to correspond logically with the appropriate months. 45 While Stothard, on the whole, harmonised contradictions, as in Crabbe's The Village, he interpreted Thomson's long poem in terms of its tonal and modal hybridity and emphasised its thematic, ideational, and ideological range. Stockdale's edition does not deploy the specific captions that other pub lishers used. His Musidora remains unnamed, but the plate carries a caption: 'Bathing'. Similarly, the tale of 'The Perishing Man' in Thomson's 'Winter' is retitled 'The Perishing Traveller' and does not depict, as most illustrators (and especially Henry Fuseli) did, the dying man but a man walking through the snow at night in search of shelter. These plates demystify the text and require the reader to follow the poem closely so as to understand the images that in earlier editions such as John Murray's of 1778 were clearly expressive of desire and suffering.
Stothard was the most important illustrator at the end of the eighteenth century who repeatedly issued literary designs for a range of editions and period ical or annual publications such as the Lady's Magazine and Le Souvenir. His work contributed to forming a uniform canon that could be linked modally and generically by means of the illustrations that publishers added to their editions. In an attempt to reconcile earlier models of primitive literature and the formally more polished productions of the eighteenth century, the book trade sought paratextual strategies to render a polite canon of literature. 46 Stothard's own contribution to this process of canon formation is significant. He illustrated Chaucer for Baker and reinterpreted The Canter bury Tales in the refined and genteel terms already reflected in his 14 designs for Bell's edition of Chaucer (1782-83). 47 Alice Miskimin states that 'Stothard's Gothic images are gratifying, easy-to-read illustrations that belong to a new level of discourse: particular best-selling fiction and its nar ra tive tradition'. He 'expurgated Chaucer, finding the recognizable common place and the familiar sense -safe for the general audience'. 48 In appropri ating Chaucer's work along the lines of more modern texts and furnishing designs that representationally differed little from illustrations of texts such as Richardson's or Thomson's, Stothard's visual paraphernalia become essen tial signifiers of cultural coherence and literary continuity.
In the Pocket Atlas for 1799 Stothard's illustrative paratexts of The Deserted Village are strikingly different from earlier illustrations in that the head ings of the memorandum pages no longer exclusively use a range of scroll work ornaments; rather, Stothard offers highly finished vignettes that feature, among other subjects, owls on a background of rich foliage or ducks in a pastoral setting (Fig. 8) . His designs capture moments of stasis such as a view of the peaceful Auburn, the deserted village, which Goldsmith modelled on his native Lissoy. From the idyllic view of the hamlet, he turns his attention to the representation of the different generations, the playing children and the onlooking elders. He contrasts scenes of domestic activity and peace with scenes of strife and poverty. Equally, he represents individualised characters and, through his designs, constructs a community of villagers. Of particular interest is the second plate for October in which Stothard depicts a moment of drama and fear, reminiscent of his design of the Celadon and Amelia tale in the 1793 number of the Pocket Atlas. The first design for June introduces the angel figures that Stothard had centrally deployed in his illustration for Heptinstall's 1798 edition of Young's Night Thoughts.
As Baker's agent, Marsh would have made sure that the Pocket Atlas was available as widely as possible and that customers could draw on a wide range of binding and casing designs to enhance the appearance of their pocket diaries. 49 Using their volumes in the ways described in this essay, the middling ranks would have visually familiarized themselves with the texts of literary currency and indirectly have absorbed both these graphic interpretations and the 'canon' that was being illustrated. Baker reveals himself as culturally sensitive and capitalises on the popularity of Sir Walter Scott's works, selecting Scott's works for no less than nine different numbers of the Pocket Atlas, and advertising these volumes not only in England but in Scotland as well. 50 Ultimately these pocket books would have represented status symbols indicating that their owners were fashionably up-to-date while also constituting what Maxine Berg has termed 'semi-luxuries'. 51 Through their extensive individualisation they could serve as indexes of taste, leisure, and wealth, but above all they demonstrate that this ephemeral genre could be both useful and elegant and play a part in the construction of polite identity at the end of the eighteenth and the beginning of the nineteenth centuries. Stothard's skill as a designer of book illustrations is best appreciated when examining the vignettes for the Royal Engagement Pocket Atlas. As Coxhead noted long ago: 'They certainly bear eloquent witness to his supreme ability of grouping his figures, and of telling his story by attitude, where facial expression is almost impossible, as well as his almost unvarying fidelity to the text'. 52 The range of visual responses Stothard produced both for Baker and for editions of literary texts on which he worked from the early 1780s to the mid-1820s reveal him as a sensitive reader of the literature of his time but also as a very astute businessman who could effectively market his skill in the ever proliferating world of print culture.
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